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This project is an experiment in the adaptive 
reuse of an Art Deco style manufacturing facility 
in Richmond, VA. The building has fallen into 
disrepair and has been inhabited by two different 
owners over the years, but the structure remains 
very much as it did when it was erected in 1946. 
I will propose adapting to the defunct space,  a 
forward thinking school based on hands-on, 
creative learning. This school will challenge 
accepted pedagogics and serve as an example of 
future learning.
I have always looked as adaptive reuse interior 
design as a parasitic form of designing. The new 
program is almost never intended for the original 
space as it was designed and therefore should 
show its uniqueness in contrast to the site. 
In this thesis, I will explore how the program will 
influence the design process, thus creating the 
most appropriate design to facilitate a futuristic 
learning environment in a obsolete manufacturing 
plant. 
introduction
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building documentation
The  Building as Erected in 1946 (image rights to Baskervill)
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Originally Binswanger & Co. Glass
In 1946, Binswanger & Company erected a 
glass factory at 3300 West Leigh Street (1501 
Roseneath Road). The building fills an entire 
block and was originally broken into three parts 
-- an office, glass processing facility, and glass 
polishing-crane runway. The portion of the 
building which contains the offices is a four-story, 
ten-bay, concrete block building with projections 
above the second and third story windows. 
These projections curve around the corner on the 
facade and terminate at entrance towers on the 
Leigh Street and Roseneath Road elevations. The 
second and third stories have nine undivided steel 
windows that form a continuous ribbon of glass. 
Above the second and third story windows is a 
continuous band of three rows of glass blocks 
with a vent centered over each window. There is 
a projecting three-story entrance bay on the right 
with stainless steel divisions and glass block lights. 
The fourth story is recessed from the facade and 
the two other portions of the building are concrete 
block warehouses.
-Living Places 2007, The Gombach Group.
Scott’s Addition Historic District
Originally, Scott’s Addition was part of the Mayo 
family Plantation. Major General Winfield Scott, 
a hero of the War of 1812 and the Mexican War 
received the property as a dowry when he married 
Elizabeth Mayo. Throughout the 19th Century, 
Broad Street was Richmond’s primary turnpike 
and the railroad was a significant part of the 
area. At the turn of the 20th Century businesses 
anxiously moved from downtown to Scott’s 
Addition because of the central transportation 
center served by streetcars, the railroad, and the 
highways. Binswanger Glass and Curles Neck 
Dairy were two of the early businesses in the area.
The boundaries of Scott’s Addition remain 
unchanged from its early history. The 
neighborhood is bounded on the south by Broad 
Street, on the east by The Boulevard, on the 
north by the railroad tracks, and on the west by 
Interstate 195.
Presently Scott’s Addition offers many benefits 
for businesses located in and around the 
neighborhood:
• Convenient access to Interstate 64, 95, 195, 
and The Powhite
• Historic designation since 2001
• Enterprise Zone incentives
• Affordable commercial real estate rentals
• Revitalization lead by neighborhood 
• Business owners
In addition to the long-time businesses in and 
around the neighborhood like the Mid-Atlantic 
Coca-Cola Bottling Company and Brass Beds 
of Virginia the neighborhood has seen an influx 
of new businesses such as Mosley Architects, 
Marshall Mechanical, Strong Hill Restaurant, and 
Movieland.
-Scott’s Addition Business Association
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Property Details
Address: 3300 West Leigh Street 
Richmond, VA
Year Built: 1946
Stories: 2
Total Living Area: 87,242 sf
Acreage: 2.4
Parcel SF: 103,569 sf
Primary Commercial/Industrial Land
(right)  West Entrance
(opposite) Various Plant Photos
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as-built plans
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SECOND FLOOR OFFICES
FIRST FLOOR OFFICES
7
ROSNEATH ROAD
MC TAVISH STREET 
exterior elevations
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MOORE STREET
LEIGH STREET 
9
LOOKING WEST THROUGH WEST STAIR THROUGH OFFICES AT SOUTH STAIR
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THROUGH TRUCK 
DOCK LOOKING NORTH
THROUGH CRANE BAy 
LOOKING NORTH
SECTION THROUGH 
WAREHOUSE DOORS 
ALONG MOORE STREET
SECTION THROUGH 
PLANT WALL
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Southwest Corner
Interior- West Stairwell Interior-2nd Floor Office facing South
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DOCUMENTATION SUMMARy
The Building in general is comprised of a concrete 
frame, with CMU infill. The glass on the plant 
areas is typical of industrial windows, while the 
windows in the front are heavily streamlined in 
style, with glass block.
The Art Deco Style on the front Corner of the 
building is carried throughout the interior of 
the offices on that section. Although it has been 
changed through time, and heavily neglected. 
Many of its original style has survived. It is 
apparent that much of the original style remains, 
particularly in the office area.  
Throughout the rest of the plant, the design holds 
true to standard industrial style architecture of the 
time. This contrast inherently holds a challenge 
in that the two styles conflict so dramatically.  The 
question being, how to connect the two when the 
new program is put into place. 
ORDERING PRINCIPLES
The plan is comprised of a grid section into 
squares–20’ x 20’. The building is divided by a 
large crane bay down the center, and on the other 
side of that, on the East Side, the structure order 
takes on that of a rectangular order. 
The conclusion that I came to, again which I 
discuss in greater detail, led me ultimately to 
believe that the connection between the existing 
architecture and the new program can be found 
in the design order throughout the site. I was 
disappointed to find that in general, many of 
these details were for some reason or another, 
mixed and changed throughout the different 
faces and sections of the site. For example, for no 
apparent reason, the order of the window grid on 
the west side is different from the east. Although it 
is not evident at a superficial scan of the building, 
this becomes a challenge to decide on an overall 
ordering principle to implement in the new design 
which will convincingly  relate the new to the old 
in an organic relationship. 
The geometric relationships of the buildings 
massing and geometry lends to some clearly 
definable space planning. The size and scale 
of the industrial floor lends itself to larger 
spaces, perhaps in need of a more open plan. 
Particularly the crane bay as it opens itself to freely 
congregational program possibilities. The office 
area, in general, will serve well as office space 
in the future, as well as a more intimate meeting 
space. 
NATURAL LIGHT
There are plenty of opportunities to exploit the 
natural light. It will merely be a matter of not 
blocking the light to some of the more inner 
areas, if sunlight is a necessity.
MATERIALITy
The materiality is typical for a structure of this 
type. Very industrial, simple, for the most part 
aesthetically undesigned throughout the industrial 
space. The materials in the office area are more 
refined, but not very inspiring.
 I find that the paint on the exterior is a poor finish 
as it has been chipping and painted over for years 
in a sloppy fashion. The interior has been given 
a similar treatment as well. Its very blank for the 
most part. Some of the color ordering throughout 
the systems it fairly interesting, but has not been 
carried out in a very deliberate manner.  
(center)  Diagram of Structure Grid 
(opposite right)  Watercolor of Interior-Crane Bay facing South
(opposite left top)  Massing Diagrams
(opposite left bottom)  Study of Industrial Windows
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Teton Valley Community School
Location: Victor, Idaho
Design Firm: Section Eight Design, a 
collaborative studio in Victor, Idaho
Designers: Emma Adkisson, Nathan Gray, 
Dustin Kalanick
Estimated Costs: USD $1.65 Million for the 
whole campus, USD $330,000 for one classroom
The following is excerpted from an article entitled 
“Teton Valley Community School in Victor, Idaho 
First Place Winner in the Open Architecture School 
Design Challenge”. Copyright credit belongs 
solely to The Open Architecture Network. 
ArChITECT’S STATEMEnT
TVCS is a place where children are encouraged to use their imagi-
nations, play outside, express themselves creatively, and develop 
their own hypotheses and work together to solve problems...
The new classroom design not only provides a better teaching 
space, but also extends the learning environment beyond the four 
walls of the classroom. This design demonstrates how architecture 
can be used as a learning tool.
TVCS PhILOSOPhY
TVCS’s mission is to provide individual attention, collaborative 
learning, hands-on-experience, a strong connection to environ-
ment, develop personal responsibility and sense of place through 
real world learning and active stewardship to community and the 
environment. The curriculum involves lessons enhancing connec-
tions to earth and nature. In addition to state required subjects, 
the students learn by working with farm animals, gardening for 
sustenance, and local field trips.
Students are shown the tools necessary to encourage self-directed 
inquiry. This leads to an authentic understanding of the world. 
Inquisitiveness is fundamental to the vision of the school. Older 
students frequently work with younger students promoting a 
dynamic synergy not found in other schools.
DESCrIPTIOn OF CLASSrOOM DESIGn
The design allows for flexibility in their spacing and construction. 
The design objectives were to create flexible spatial configura-
tions, reduce the school’s ecological footprint, and create a strong 
connection to the outdoors...
As the campus develops, the spaces in between buildings allows 
for more infill. The connector pods can be used as art studios, 
science labs, small libraries, or staging areas for outdoor plays and 
performances.
Each classroom configuration and relationship to its neighbor 
varies depending on the age of the child. The goal is to create con-
nections between grades even though the classrooms are separate. 
Image Credit: Section Eight Design/ Open Architecture network
programmatic case studies
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Creating a sense of connectivity and unification is imperative to 
the function of the campus and the mission of the school. Spaces 
of encounter are explored between each of the individual indoor 
and outdoor classrooms.
A small science lab area is located at the north with tables that 
fold down to reveal glimpses into the mechanical room. The south 
side of the classroom has an attached greenhouse space and a 
thermal mass wall to aid in passive heating of the space. The 
greenhouse also serves as a threshold to the outdoor classroom. 
Water will be collected and stored beneath the greenhouse for 
irrigation of the outdoor classrooms and the greenhouse, as well 
as graywater for flushing toilets.
...the children at the school are very drawn to the outdoors for 
learning and playing. Each outdoor classroom is specific to an 
indoor classroom allowing all grades to take ownership of their 
own outdoor area. Inter activity is encouraged by the presence 
of a series of movable and connectable wood panel modules. The 
panels can be easily moved and configured by the students, encour-
aging them to design and organize the exterior space themselves. 
The outdoor area provides fences that act as barriers in some 
areas to create smaller learning spaces, and also bench areas for 
interaction between grades. Although barriers meander through 
the outdoor classrooms, these spaces overlap to express the idea 
of a shared community, cooperation, and tolerance.
MATErIALITY
The building serves as a tool for learning about the built environ-
ment thru the transparency of its construction and function. 
Thicknesses of the straw bale walls are made evident by apertures 
created for light. recycled plastic and paper panels are used as the 
interior millwork. The building is heated and cooled geothermally 
and the required mechanical systems are labeled in large letters 
and housed in a room with a large viewing window for the students 
get a glimpse as to how the building operates. The classroom 
is thus built in direct conjunction to TVCS’s environment and 
sustainability curriculum.
The character of the exterior is derived from the surrounding 
western vernacular. Corrugated metal and clear acrylic panels are 
used. Material sustainability is achieved through the use of locally 
available resources and materials such as straw bale walls and 
roof, FSC lumber, exterior grade eco-panels, recycled steel for the 
connector bridge and the use of materials that are meant to be 
long lasting.
The architecture serves to promote the mission and philosophy 
of the Teton Valley Community School. It shall educate the whole 
child by inspiring creative expression, social responsibility and 
academic challenge. This state of the art learning facility will 
also encapsulate the aspirations of the town of Victor. For its 
inhabitants the design disappears as its lessons emerge, creating 
spaces for opportunity and reflection. The classroom and the 
campus become part of the curriculum, as the design obscures lines 
of ownership and promotes a relationship to the natural world. 
Ultimately, teachers are inspired by the natural connectivity to 
the environment. The classroom, campus, and curriculum become 
the foundation of an irreplaceable education.
In the final design, the design team has provided spaces that:
• nurture independent thinking and creative problem solving 
through self-discovery and reflection
• encourage students to creatively express themselves through a 
variety of oral, written, and artistic means
• use the school’s environment and community as a framework 
within which students can develop their own means of learning
• utilize building technology and site features that exhibit flex-
ibility and sustainability
• serve multiple functions with the ability to generate revenue 
for the school while providing much needed communal spaces for 
the locals
• functions become transparent as a way for students and adults 
to develop an understanding about the built environment and 
the resources involved in the construction and operation of the 
classroom building and greater campus
…all while honoring the form and materiality of the surrounding 
western vernacular architecture. Materiality of the surrounding 
western vernacular architecture.
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PROGRAM OVERVIEW
The school is designed in “start up” fashion to 
incorporate grades K-5 and it will be designed 
with the consideration of future expansion to allow 
for more students, and higher grade capacity 
along with a more extensive elective program. At 
this time, the focus will be on classrooms, specials, 
a combined cafe and amphitheater space, gallery 
space, office space, and casual gathering spaces.
PHILOSOPHy
In the design community and society at large,  
there is an increased recognition for  the need 
of a pedagogical shift in our educational system, 
and, nor relevant to this project,  centering that 
change around architecture and interior design. 
The site will be re purposed for  “The School 
of the Future” (TSOF), a school for interactive 
learning strongly centered on creative thinking.
“The School of the Future’s” (TSOF’s mission 
is to provide individual attention, collaborative 
learning, hands-on-experience, a strong 
connection to environment, develop personal 
responsibility and sense of place through 
real world learning and active stewardship to 
community and the environment, creativity, 
empathy, pattern recognition, and  a sense of 
greater purpose.”
FLExIBILITy
The idea that the classroom is flexible, and able 
to be expanded is very important to TSOF’s 
program comprehensively. Education never should 
cease to grow and adapt to a changing world, 
neither should children, nor should educators, 
nor designers; this flexibility is fundamental to the 
program, and the mission of the school and the 
design should reflect that on a microscopic and 
macroscopic scale.
Over time, I imagine the design will grow and 
change itself, and its environment, as a parasite 
does. Incidentally,  it can be argued that parasitic 
nature is responsible for the advancement of 
biological evolution in many ways, by and 
large due to the constant need for adaptation 
of parasites and their hosts, each fighting to 
win the crusade for  survival. In the same way, 
a  deep sense of continued growth, change, and 
adaptability is prevalent throughout the school. As 
new programs are introduced from year to year, 
the school will grow, shift and assimilate itself 
to those programmatic changes, as well as the 
existing design. 
TRANSPARENCy
As the design grows to fit the program, thus 
eliminating the walls and systems of a defunct 
operation, there are opportunities for the design 
to show the systems of the building. This will allow 
for many educational conversations to happen, 
and a constant reminder of “how things work”.
Being that the schools program has a deep 
creative influence, the staff will naturally want 
to display the talents and accomplishments 
of the students, thus strengthening the bond 
between teacher and student, and additionally 
the connection between the school and the 
community. There will be plenty of opportunities 
for showcasing that talent, such as impromptu 
graffiti space, gallery style display space, and an 
multi purpose amphitheater that will easily serve 
the needs of various multidisciplinary functions 
throughout the year. 
INTER-CLASSROOM DyNAMICS
The exercise of older students working with 
younger students to promote a dynamic and 
synergetic educational environment is crucial 
to the schools pedagogy. Children learn by 
watching, and interacting with older children. The 
inter-classroom dynamic TSOF should have a 
synergetic flow between classrooms. The ability of 
eliminating walls altogether to allow for one large 
space when necessary is crucial. There will be an 
open, free flowing feel throughout school that can 
be easily manipulated to provide for more of a 
secluded classroom environment when necessary. 
applied program
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Gallery hallway In Final DesignCONNECTION TO OUTDOORS
The curriculum of the school holds in high regard 
a connection to nature. As should the design, 
There will be vegetation throughout the building, 
and opportunities to learn from nature will be 
embedded into the built environment.
PROGRAMMATIC CRITERIA LIST
The design will take into consideration as these 
critical programmatic issues.
Interactivity 
Flexibility
Transparency
Connection to Outdoors
Inter-Classroom Dynamics
19
These programmatic diagrams represent an early schematic phase 
of design and should be looked at as an integral part of the process 
rather than a presentation of the final outcome. 
PROGRAMMATIC CRITERIA
The diagram to the right shows the basic 
programmatic needs of the school. In the scope of 
this project, the 4th and 5th grades are exclude in 
this project due to time constraints. 
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Immediate Adjancency
Close & Convenient
Convenient
Minor Relationship
Noise Considerations
Natural Light or View
ADJACENCy MATRIx
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CIRCULATION TO USE
Program Area/Future Expansion Area
The area hatched in blue is currently out of the 
scope. This will allow for future expansion under 
the same system as the current project, and where 
the 4th and 5th grade classroom could potentially 
be situated. The building in total has over 87,000 
square feet to work with. For this project I will 
concentrate on about 20,000 SF.
The design should be flexible enough to accom-
modate for this expansion. Walls may need to 
be manipulated and rooms should be able to be 
repurposed easily to allow for the most efficient 
and cohesive space plan according to the chang-
ing program. 
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FIRST FLOOR
The existing office spaces suit the new office 
needs well. The specials and flex space required 
a larger space, so the industrial floor was well 
suited for that. By removing the floor in the Foyer/
Courtyard it will allow for a spacious, gathering 
space with an interesting connection to the stairs 
and elevator. 
SECOND FLOOR
By putting the classrooms on the second floor 
allows for ample windows for view and  light, and 
seem the right scale for a classroom environment. 
This also allows for sound separation from the rest 
of the building. 
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Frank Lloyd Wright and 
Organic Architecture
process case study
Frank Lloyd Wright was a huge advocate of 
Organic Architecture. It was his mission to create 
a “New American Architecture” with Organic 
Architecture at its soul.
Organic architecture is a philosophy which 
advocates complete harmony between humans 
and their built environment. It is essential that 
the design be completely united with its environ-
ment and surroundings. The all inclusive, inherent 
process of design takes into consideration the 
materials, esthetics, and ordering systems of the 
whole work. 
In 1910, Wright wrote in his essay Organic Archi-
tecture,
 
“In organic Architecture then, it is quite impossible to consider 
the building as one thing, its furnishings another and its setting 
and environment still another. The Spirit in which these buildings 
are conceived sees all these together at work as one thing. All are 
to be studiously foreseen and provided for in the nature of the 
structure. All these should become mere details of the character 
and completeness of the structure. Incorporated (or excluded) 
are lighting, heating and ventilation. The very chairs and tables, 
cabinets and even musical instruments, where practicable, are of 
the building itself, never fixtures upon it...”
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“in organic architecture then, it is quite impossible to 
consider the building as one thing, its furnishings another 
and its setting and environment still another.”  
A Criteria List for Organic 
In A Testament, written not long before Wright’s 
passing, Wright clearly defines organic architec-
ture. Almost a last will and testament, given to 
those who will accept it freely. This text was only 
followed only by a brief chapter on faith and reli-
gion.  I will develop questions to rate the level of 
organic relevance according to this definitive text. 
If I were to follow all of Wright’s principles, 
Wright’s principles, these are the 46 requirements 
to be organic. 
1. Is the human scale determining the sense of 
proportion?
2. Is the design streamlined, adapted to machine 
methods?
3. Is the design appropriate to modern tools?
4. Is the design based in simplicity thus making it 
original?
5. Is the design original?
6. Is the design based on a properly proportional 
unit system?
7. Does the design show unity in proportion 
throughout?
8. Does the design reflect appropriate character 
as a result of its intended purpose?
9. Are new resources being used in the design?
10. Does the design exhibit consistency?
11. Is the design sane?
12. Is the design appropriate to its purpose?
13. Is the design durable?
14. Is the design serviceable?
15. Is the design economical?
16. Is the design beautiful?
17. Does the design exhibit tenuity plus continuity 
based on the cantilever system?
18. Are there cantilevers involved in the design?
19. Is there a push and pull expressed in the 
design?
20. Is the design non-confining, interpenetrating 
spaces bringing outside-in and inside-out?
21. Is the space within the design non-confining?
22. Is there clear differential among space?
23. Are there interpenetrating spaces?
24. Does the design should exhibit new space 
forms created by the application of new 
products of technology and increased inge-
nuity?
25. Does the design require viewing it “in the 
round”?
26. Does the design take into consideration 
a synthesis of its features – site, structure, 
furnishing, decoration, and planting – all in 
harmonious unity?
27. Does the design exhibit the inherent human 
factor, taking into consideration man built 
into his environment?
28. Does the design exhibit manipulation of light 
to provide shade, adding charm, style, and 
significance?
29. Does the design take into consideration the 
manipulation of light and shadow?
30. Is the design a considered a work of art by its 
owner?
31. Does the design employ materials which are 
used in concordance to their own peculiar 
nature?
32. Has the style of the design developed from 
within?
33. Is the style natural to the design?
34. Is the style integral to the design?
35. Has the owner influenced the style of the 
design?
36. Has the design been a result of a relationship 
between owner and architect?
37. Is the design unique as a result of the indi-
vidual taste of the owner?
38. Is the design suited only for the owner and 
not for the masses?
39. Are the inside and outside of the design in 
accord with each other?
40. Does the design incorporate the nature of the 
site?
41. Does the design incorporate the methods by 
which it is constructed?
42. Is the design becoming to its purpose on the 
whole?
43. Is the design is in accord in character and 
nature of its purpose, process place and 
time?
44. Are the furnishings consistent in design and 
construction with each other and of the 
whole?
45. Is the character of the site is fundamental to 
this design?
46. Is the design and its site sympathetic toward 
each other?
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Johnson Wax Administration Building
When presented with the commission for  SC 
Johnson and Son, it was Wright’s initially pro-
posed it to be built away from the city, in the 
country as to put his utopian Broadacre City ideals 
into practice. Under increasing pressure, Wright 
decided to take the commission and draft plans 
for the complex to be built in Racine, in an indus-
trial setting. he set to work on focusing his utopian 
ideals inward. 
“It also reflected Wright’s desire to create a great room as the 
focus for this new community of work which, if his grander plan 
for a completely ne Johnson Village in the country was not real-
ized, could at least be isolated from the uninspiring surroundings 
of its urban setting.” 
“For an architect who had sought to connect building and site in his 
designs for numerous houses, it may seem surprising that Wright 
would pursue the idea of an introverted building so conspicuously 
isolated from its surroundings. This attitude was more than a 
rejection of the urban setting or a response to Johnson’s brief, 
since that inward-looking characteristic was evident in most of 
Wright’s plans for offices and civic buildings.” 
As TSOF is a learning institution, I questioned 
whether or not this  study was appropriate howev-
er I am very interested in how to create an organic 
environment that is inward focused. That is partly 
why I chose the Binswanger Plant. I wanted to 
almost forced to think inwardly. 
THE WITHIN AS REALITy
“Wright’s design had counteracted the growing  generalized 
anonymity of corporate organizations by creating a particular 
office set in a plantation of tree-like  columns within a walled 
garden.”
Wright had hinted to this idea in his autobiog-
raphy a few years earlier when he wrote of “this 
dawning sense of the Within as reality, seen 
as nature. Before long...the garden will be the 
building as much as the building is the garden.
(p8, 9 - Johnson Wax Administration Building 
and Research Tower, Brian Carter)
site case study
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STRUCTURE
The columns mainly lie within a grid, directly 
under the tree-like circular forms, and integrated 
into walls. 
GEOMETRy: CIRCLES
At first glance all the medium sized circle seem to 
be arranged in a perfect grid, Broken by occa-
sional smaller ones and the large car turn around.
This is an obvious use of a repetitive geometric 
motif on the large plan scale.
STRUCTURE
GEOMETRy: CIRCLES
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GEOMETRy: GRID
I was surprised to find were that the columns in 
the center of the left side were slightly out of align-
ment from the outer perimeter. 
At this time, I’m left wondering why. I’m sure there 
is a good reason. At any rate, this tells me it is 
important to break the system at times otherwise 
Wright would not have implemented such an obvi-
ous break.
GEOMETRy: SqUARE
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PARASITIC WASPS IN A CATERPILLAR HOST
A parasitized caterpillar becomes engorged, 
feeding for twelves days. But one third of its body 
weight is actually wasp larva living under its skin. 
They remain non-destructive to its vital organs 
during this time, but feed on its blood. (Fig.1)
When they are fully developed, the wasp 
larvae, lying just under the caterpillars thick 
skin, chew themselves out while paralyzing the 
caterpillar. They then begin to spin a cocoon for 
the remaining part of gestation. Ironically they 
will need protection from other forms of wasp 
parasites to avoid being affected. Amazingly, the 
wounded caterpillar takes on the role of spinning 
a web around the wasp larvae to further protect 
them. (Fig.2)
Normally the caterpillar would spin it s own web 
for its own cocoon, but now apparently the same 
virus that has caused its infection weeks before 
has also has invaded its brain and called this 
strange behavior. (Fig.3)
The caterpillars aggression is accentuated as well, 
and becomes a bodyguard against invaders to the 
wasp cocoon. It will watch over them unceasingly 
until it eventually starves to death. (Fig 4)
(Copyright www.natgeotv.com)
RELEVANCy
nature case study
A. There is a host that is unaffected by the parasite 
while living inside its body. 
B. The parasite breaks the hosts skin but does not 
destroy it.
C. The host organism’s brain is under the control 
of the parasite and helps ensure its survival.
D. The host organism dies. 
The idea that there is a host that becomes a 
protector of its own invader is a phenomenon  
that is birth confusing and profoundly useful to my 
research. I am interested in the idea that the host 
seeks to serve the parasites needs. The idea that it 
dies is somewhat counteractive to my idea that the 
parasite and host have a beneficial relationship, 
at least until the host dies of course. 
THE PARASITES NEEDS AND THE BENDING OF 
THE HOSTS WILL
Essentially the relationship documented here is 
as such; the host becomes and incubator, then a 
protector, in both cases  of shelter and defense. 
The parasite says  to the host, “ I need you, for 
sustenance and protection. I will use you for food, 
and then you will protect me. Then you’ll die.” It’s 
a deranged mother-child relationship.
It is easy to say that this is a cruel and unusual 
punishment. The caterpillar never saw its way 
through to full development and died an early 
death. However, it cannot be argued that this is a 
beneficial relationship to the wasp, and therefore 
the caterpillar has served a very meaningful 
purpose.
The wasp parasite needs shelter, nourishment, 
and protection and finds its needs met in the 
chemical altering of the caterpillars normal brain 
functions. The School of the Future parasite has 
needs to be met as well so the host must bend 
to the will of the parasite, perhaps eventually 
becoming unrecognizable as the facility it once 
was intended as. 
Notes form the National Geographics program 
“Body Invaders”. Copywright National 
Geographic TV.
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Critical Design Considerations
PARASITE TO HOST
In the diagram. I have shown the relationship 
of the parasite to host in the most visually 
epigrammatic way. 
The parasite reacts to the host in different ways, 
depending on the circumstance, by either covering 
the host, erasing the hosts (possibly revealing 
what’s underneath), conforming to the host, or 
reshaping the host. 
CRITICAL DESIGN CONSIDERATION LIST 
Transparency and Interactivity
Connection to Outdoors
Inter-programmatic Dynamics
Resistance with Cognizant Respect
Tenuity Plus Continuity
Unique Parasitic System of Order
critical design considerations
Reshapes the Host
Conforms to the Host
Parasite
Host
Erases the Host
Covers the Host
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OTHER INFLUENTIAL RELATIONSHIPS 
IN NATURE
It is difficult to pin down a definitive example of 
parasitism. Essentially, any organism that inhabits 
the space and feeds upon it for its own survival 
can be considered parasitic. It is sometimes 
beneficial to the host, sometimes benign, and 
at times, fatal. In the end, it can be viewed as a 
positive law of survival, as nature is always right. 
As Wright believed, Nature is spelled as a capital 
“N” as God. 
These images I have drawn depict various para-
sitic relationships that have influenced the parasite 
in this design. 

Interior design is parasitic. 
Whenever we impose a new design on an existing environment, an intimate parasitic relationship 
develops. The parasite invades the environment, investigates the existing circumstances, and reacts. 
The parasite makes economic use of the environment given and imposes its program throughout. The 
parasite does not respect the host. Through time, the host may completely submit to the parasite.  
Parasitic design unconditionally serves the will of the program as  the program is to serve the will of 
user and  should  always change, always grow, always adapt to the program. It is our responsibility as 
designers to continue to create thoughtful, organic, beautiful design, bending ever thoughtfully to the 
will of the program.
-Michael Kanasink
manifesto
35(opposite)  Artwork of Parasite
In the next section, I will show some of work 
throughout the past two years leading up to  this 
project. 
Parasitic Storefront Project
Although I did not set out to do it, this project was 
an experiment in parasitic design. I was influenced 
by clusters of mollusk clinging to a pier. I set out 
to create an easily repeatable motif that could 
be manipulated to create very dynamic, organic 
shapes. 
precursors 
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Big River Advertising Project
This was one of my more organic projects, in that 
everything followed the ordering principle of its 
initial diagrammatic watercolor study. 
Many of the ideas that I implemented here I ulti-
mately used in some degree in TSOF. Starting with 
plan following the order of the diagram. 
The image below shows a connection to nature. 
The image to the bottom center exhibits grow the 
under the ordering principle, and the bottom right 
image displays transformability and flexibility. 
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Big Sur Design Studio Project
A connection to nature was the over arching idea in this project. The glass walls are reminiscent of 
Fallingwater which I had recently visited. It had a undeniably influence on my designs. 
The overall program, a design studio in nature in which I could depend time with my children explor-
ing nature and creating art and design, had an obvious influence in my programmatic design of this 
project as well. 
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The Harmonic Room Project
Transformability and interactivity was the main focal point on this design. Being able to manipulate 
the room so that it looks different every tome you enter it. This sketch model shows a bit of parasitic 
activity I think. 
In this space, one creates a sound that will go out 
and be heard outside, thus creating an connec-
tion to nature, and the outdoors, and to people 
walking by. 
40
Uptown Apartment Project
Again, transformability and Interactivity are an 
important part of this design. The gallery for 
this uptown New york apartment is able to be 
manipulated by sliding the walls, allowing one 
to change the space and view different works of 
art at leisure. This kept the art out of storage in a 
place where it can be seen more often rather than 
hidden in darkness. 
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Video Game Museum
 
In this project, I wanted a social gathering space 
that could double as a gallery space. I took this 
idea from Clive Wilkinson’s Disney Headquarters, 
where large cushions could serve as seating, and 
a wall when stacked. Its this type of interactivity 
and economic dual purposing that I have been 
driving toward. 
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Concrete Research
Bathhouse Project
Much of what drove this project was a developing 
a strong connection to nature and the art of 
impermanence. I am fascinated by the idea of 
nature taking over what man has created, and 
vice-versa. This relationship on both ends of the 
spectrum is intrinsically parasitic. 
I’m TSOF, I directly implemented this idea of tree 
growing in the built environment, but on a more 
developed scale, the man made parasite mimics 
nature and becomes the thing breaking down the  
built environment. 
The image below depicts a scene where bathers 
can be see and be seen outside. At times the 
water level from the river adjacent to the 
building will rise to the glass thus reinforcing
this connectivity. 
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GRID STRUCTURE
Square modules were the focus for the bulk of my 
early form studies since the school is situated in 
the section of the plan that is primarily comprised 
of square modules.
There are fundamental similarities between the 
Johnson Wax plan and this grid. 
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application
THE MODULE OF THE SqUARE 
In a Testament, Wright says,    
“...organic architecture sees the third dimension never as weight 
or mere thickness but always as depth. ...A penetration of the 
inner depths of space in consciousness becomes architectural and 
valid as a motif in design. With this concept of depth interpen-
etrating depths comes flowering a freedom in design which archi-
tects have never known before but which they may now employ in 
their deigns as a true liberation of life and light within the walls; 
a new structural integrity; outside coming in and the space within, 
to be lived in, going out.”
This diagrammatic watercolor begins to explore 
that premise. The matrix of the square is a unit 
of space. The varying sizes and likewise their 
opacities represent the weight or importance of 
a particular space. Unforseen connections occur 
when color start to bleed into each other. 
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“relationships are strengthened and divisions are blurred, 
although the system of the grid remains the officer of order.”
In order to be organic Wright says that the archi-
tecture must be seen in the round. Moving forward 
from the more diagrammatic watercolor study of 
the square module, these models force the x, y, 
and z axes upon the viewer simultaneously.
The evidence of push and pull is evident here in 
all of these studies. I was seeking to exhibit  the 
most organic design possible with the simplest 
of parts, easily serviceable, and reproducible by 
machine methods. 
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To the  direct right is an image from an unrelated 
project I had been working on concurrently. The 
influence is evident.
The image at the bottom right shows a rendering 
I had done the previous year. It was merely 
a perspective study, but the image of this for 
had a profound effect on me. Like a tree it 
is firmly planted to the ground, but the idea 
that it may topple at any moment creates a 
sense of movement that I seek to create in my 
environments. Not only a push in pull in form, but 
on another level, in concept. 
The image at the bottom is a study model for 
TSOF. It represents the idea of transparency, 
flexibility, and modular geometry. A feeling of 
growth is evident here, and the notion that this is 
birthed of the buildings DNA is apparent. 
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When taking that idea into a actual programmatic 
situation such as this classroom, the design begins 
to lose its parasitic identity. 
Implementing the square module in this 
wall structure satisfies the requirement of a 
repetitive form based on the inward focus of the 
environment, thus making it somewhat organic, 
but there is a total absence of parasitic activity. 
The design is rigidly connected to the host. There 
is no evidence of that push and pull playfulness I 
spoke of. 
To be parasitic, It needs to break free and 
disrespect the host a bit more.  It is missing 
dynamism. 
The image on the next page shows evidence of 
that prior influence. I began to create a parasite 
that crawls and clings to the host. Evidence of 
the hosts DNA is very prevalent in its rectilinear 
geometry and its mimicry of repeated motifs 
throughout the existing site, such as the rib-like 
studs. Overall, the design still relied too much on 
the existing plan. The crawling members were too 
much like surface ornamentation.  
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The grid, comprised of square modules, that was 
to be my cleanest and easiest  route in achieving 
an organic, parasitic architecture was painting 
me into a corner. I could not break away from the 
grid and the idea that a parasite does not respect 
its host. The parasite merely uses it  to achieve its 
own will. 
Taking the host system of the grid, and using 
it as a framework for the Parasites program is 
consistent to the biomimicry notion of parasitism. 
However the grid is turned 15 degrees. That 
allows all of the functions of the program/parasite 
to work of its own system rather than relying on 
the hosts. 
Ultimately this produces conflicting interests 
between the host and the parasite which creates 
a more dynamic, energetic experience throughout 
the building in so many ways. It is not the most 
economical solution to achieving the programs 
needs, but it overall makes a loud statement that 
this is a unique environment and that it does 
not conform to given rules or circumstances 
while maintaining a system of order that aids in 
economy. 
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structure in order to indelibly connect it to the host 
in an organic way – a direct reaction to Wright’s 
most important tenet.
GEOMETRy
I decided upon the simplest of geometric shapes 
to use as modules for creating the parasite forms. 
It was important that the forms, especially in the 
beginning  for ease of multifarious experiments, 
lend themselves freely to chip board model 
making techniques. By creating a simple grid, I 
could begin to see how many shape and  could 
Unique Parasitic System of Order 
MULTIPLE FORM SOLUTIONS
According to Organic Architecture, the parasitic 
design needed to take on the form of something 
reproducible my modern machine methods. The 
rules dictated a very organic, dynamic form to 
contrast the existing site, comprised of its network 
of steel and rectilinear patterns.  In this case, the 
parasite being a school program, has a different 
function than that of its host, (education vs. 
industry). The form should be clearly distinct of its 
host. 
Here it may be argued that Parasitic design in its 
aversion to the as-built environment is in complete 
contrast to the tenet of Wright’s philosophy that 
the design should be in complete harmony with 
it’s environment. The design parasite is indeed in 
harmony with its environment in that it is its nature 
to disrespect the host, thus imitating nature, and 
if nature is God, within the confines of that belief, 
that is the end.  
However, if this counterpoint seems to reliant on 
the omniscient word of nature, I will reinforce the 
idea that the parasite does indeed harmonize with 
the host. I take inspiration here from brief study 
I did on the blue Alcyon butterfly, an example of 
Brood Parasitism. The butterfly plants a egg in an 
ants nest laden with pheromones imbedded in the 
DNA of the larvae, assuring the ant colony will 
care for it as one of their own. 
The parasites form does indeed retain some 
of the DNA of the host in the form of its grid 
be derived from that grid. 
By concentrating on any repetitive geometric 
pattern, one can easily begin to deduce many 
combinations of patterns. Essentially what I was 
trying to do was see how many unique forms  and 
techniques of combining such forms in a relatively 
simple, natural fashion to create infinitely 
interesting possibilities. This is how I would begin 
to create the interesting organic design, but retain 
its ease of reproducibility and simplify the means 
of construction. Modularity was the key. 
The Trapezoid worked well in creating incredibly 
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dynamic shapes. The great advantage to this 
was the dynamism. The same form viewed at 
various viewpoints would take on a completely 
different look. It is important to view design such 
as this in the round. It cannot be reproduced by 
photographs. this is what Wright had said about 
has organic architecture. 
In the end I was frustrated with the limited 
variation of the form. The forms did not seem to 
be condusive to the programmatic requirements 
and I ultimately decided to move in a more 
arbitrary fashion of creating the parasitic form.
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Photo Abstraction Study
In keeping with the spirit of biomimicry, I decided 
that the form should take on some attributes of 
the   site. Looking to photography of the existing 
buildings interiors, I began to play with abstracting 
the forms. 
By abstracting photography of the site and 
surrounding environment at large, the photos 
take on a geometric, dynamic life of their own, 
almost devoid of their point of origin.  By tracing 
the essential elements without being bogged down 
by materiality. This allows me to be even more 
objective about the geometric qualities of the 
image without as much detail.
This is where the form of the parasite began 
to come into maturity. Although the final form 
would not be symmetrical, this proves to be an 
interesting of desubjectifyng the space and pulling 
out its essence. 
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ARBITRARy GEOMETRy
In this early model the parasite, represented by 
the angular facets envelops the host, represented 
by the linear facets.  
The geometry takes on a  system of complete 
arbitration.  The complexities that are involved 
at the point of connection are beautiful.  The 
dynamic play of differences between the two 
elements are symphonic. 
The extraordinary nature of the parasite is evident. 
At this point, there really was no connection to 
program, and the form would have to take on a 
more practical shape. 
The stark contrast between the host and parasite 
will be retained throughout the project. The idea 
that the parasite connects to the host with a 
branchlike system will also remain as evidenced 
by the grid structure. 
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Flexibility, Transparency, and 
Interactivity
It is the designers duty to unconditionally serve 
the will of the program as  the program is to 
serve the will of occupant/user. Design should  
always change, always grow, always adapt to the 
program (program=parasite). 
The parasite begins to take more responsibility 
for programmatic needs, as evidences here by  a 
model of the front desk and lobby. The framework 
here needs to become more infused with the host, 
rather tan a fixture upon it. 
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In the watercolor to the right, the parasite 
represented by the blue mingles and weaves 
throughout the existing structure. I was interested 
in a parasite that had the linear functions of the 
host, but was more plastic, thus allowing for more 
dynamic situations to occur. 
The parasite would be able to bend and transform 
itself to satisfy the programmatic needs. In the 
case of the image to the right, the parasite 
becomes a table, and a door. Again, supporting 
the programs requirements of transparency, 
flexibility and interactivity. It is plain to see how the 
flat vinelike  structures can completely take over 
the space. 
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Inter-programmatic Dynamics
In this diagram, I set out to create a diagram of 
the parasite represented by two variations. There 
was to be a point of connection where it would 
illustrate the dynamics of the meeting of the two 
spaces. Before I had the finished the grid, I made 
a mistake and one of my diagonal lines were off. 
This became a point of departure for the grid and 
allowed me to  create new scenario where the 
grid breaks. 
In this case, the meeting of the two programs 
crates an dynamic shift represented by the more 
diverse angular shapes. 
These shapes are created by the merging of the 
two grids and therefore indelibly merged.
In the model below, I was attempting to create 
a uniquely parasitic doorway between two 
classrooms. Although it was an interesting 
design, I was really searching for something 
more practical that would be easily reproducible. 
I felt I could achieve the same effect with a more 
economical design. 
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Resistance with Cognizant Respect
The parasite reacts to the given circumstances. It 
considers the circumstance at its connecting point 
with the host, but ultimately imposed its will on 
the space. The host has laid a foundation and 
the parasite merely builds upon that  premise. 
It ultimately shapes the parasite as well. It is a 
matter of symbiosis in that the parasite would not 
have a home without the host, and the host would 
have no use without the parasite. 
In this model the parasite takes on some of the 
form of the host and reconstrues it. The drawing 
below exhibits the repetitive ribs taken from the 
floor joist pattern and uses it for light screens. 
It is a sensitive design solution and one that 
I found difficult to work into the program. I 
eventually was timid in implementing in the final 
design. A decision I regret but will ultimately work 
into future projects. 
In these computer models  the parasitic form 
is evident, but it not indelibly connected to the 
program. It is more or less surface ornament. For 
example, the doors are typical doors, found in any 
generic application. 
This was done prior to establishing the grid which 
would ultimately allow the design to break free of 
this burden.

CONNECTIONS
It is important that the parasite respond to the 
existing structure in such a way that  exemplifies 
the nature of the parasite. In this early model the 
parasite wraps and clings to the structure in a very 
vinelike fashion. I wanted to reinforce the idea of 
the parasite infiltrating and becoming one with 
the host. For this I would refer to my research on 
fungal parasites.
Rhizoid
Host Structure
Sporangum
The parasite should show evidence of growth and 
adaptation throughout the site. Each point of con-
tact with the host  should be unique, responding 
to the unique set of circumstances given. Setting 
the parasites grid system on an angle  opposed to 
the host building’s grid assures that many  oppor-
tunities for these unique circumstances will occur, 
thus allowing for a more interesting design. 
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In this final detail model, the connections  
between the parasite and the host take on the 
form of the parasites materials. In this case, the 
creeping framework made of extruded aluminum 
binds and holds the parasite tight to the column, 
while plywood panelling begins to envelop the 
concrete. 
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TRANSPARENCy
The image to the right models a solution to the 
idea of transparency, flexibility, and interactivity 
as well. Having seen this folding panel idea 
successfully implemented in more than a few 
professional applications, I feel confident that 
it is a strong solution to these doctrines. In the 
case of this perspective drawing, the application 
of the folding panels  is somewhat overkill, 
albeit beautiful in its simplicity and its ability to 
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completely transform a space instantly and with 
great variation.
In this late model (spread), a section of a few 
rooms and their adjacent hallway,  the folding 
panels are implemented as doorways leading into 
and between classrooms for
The canted screen walls here allow light to 
pass through as well as holding up the idea of 
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transparency while keeping an air of privacy. 
FLExIBILITy
It is important that the instructor can easily create 
an environment of solitude and separation, but 
the programmatic requirements of the School of 
the Future should allow for inter-grade activities as 
part if the enrichment of the curriculum. 
The ideas here are that the parasite is flexible and 
can be easily moved and reattached in various 
ways to allow incredible flexibility of the space. 
The tables in the auditorium necessary for 
cafeteria seating, collapse in a moment to clear 
the floor for other activities such as dance and 
physical education. 
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the final design
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LOBBy
Upon entering the glass front door of the main 
entrance to the school, one immediately sees to 
their left a window revealing the mechanisms of 
an elevator system. The first hint that something 
is different about this building. Ascending the 
original concrete steps you are hit by abundant 
natural light filtering through vines hanging from 
two consecutive  stories above accentuating the 
height of this 40 foot high shaft. Large windows 
cut into the once solid block walls, accentuating 
the height of the space and its connection to 
the outdoors.  The first  balcony above shows a 
glimpse into the second floor classrooms. The 
space is light and airy. To your right, a glass 
divider wall separates the main office space 
allowing the natural light from the continual 
row of front windows to penetrate deep into the 
space. The original concrete structure is evident 
everywhere with its square grid of beams and 
columns, consistently stretched by smaller ribs 
holding up the concrete floors and roof above. 
The electrical and plumbing systems are clad 
to the skeleton like sinews and veins. The long 
chandelier in the center leads the eyes upward to 
a balcony where one may here the two classes 
converging in an inter-grade activity. Underfoot 
a glass floor reveals  the systems of the building 
below in the basement and to the left, the large 
glass elevator shaft, again revealing the inner 
workings of the machine you first caught a 
glimpse of.
 
A
3
OFFICE
The office plan is open so ideas can be shared 
and spontaneous meetings can occur. The effect 
of the lower ceilings in this area are countered by 
the continuos row of Art Deco style windows. 
The custom cubicles match the modular wall 
panels and casework throughout the building. 
Made of  Bamboo plywood, some of which are 
lighter than others, portraying a patchwork of 
natural material. 
4
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GALLERy HALL
At the hallway intersection, to your right, more 
vines and a metal ceiling above reveals more 
vines hanging from crevices between the walls 
and grid structure above. As a living organism, 
the parasite has stripped off the layers of unusable 
material from the host environment. In some cases 
the stripping reveals glimpses of the architecture, 
structure, and mechanical systems, all of which 
can be used for learning opportunities. 
The gallery hall serves the function of placing on 
display the creativity of its students. The slate chalk 
wall allows students to “graffiti” the wall and let 
their thoughts be know to all who pass by. Both 
of these strengthen the inner community by laying 
an everyday foundation of openness, and an 
elevation of the student’s individuality. 
The massive corner is a large 
glass box, divided by aluminum 
ribs. It holds tons of soil and 
stone, serving as a living 
demonstration of a cross section 
of the earth. The roots of a 
Dogwood tree above penetrate 
the earth and reveal themselves 
pressed against the glass. 
Opposite that corner, another 
large glass panel hold a large 
aquarium that can be viewed 
from both sides of the science 
lab. The pump mechanisms 
that make it work are visible 
underneath. 
Students parents and teachers gather in the coves 
quietly studying or engaging in conversation.
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C
Large translucent  bifold panels allow natural 
light to penetrate deep into the building while 
maintaining a sense of privacy in the room when 
needed by keeping the doors shut. The panels 
are made of a lightweight durable plexiglass that 
obscures objects on the other side. The design 
allows for ample sunlight to penetrate deep into 
the space, while also giving the option to modify it 
as to block unwanted glare or brightness. 
CAFETERIA/AMPHITHEATRE
Passing through the bifold doors to the, room 
is bathed in natural light due to the clerestory 
windows above. To the right between the doors 
is a small food stand. It is movable with nylon 
casters, and made of plywood and aluminum. 
An indoor greenhouse hovers above the floor like 
a tree house. The other side of the soil container 
 OFFICE SECTION LOOKING WEST CRANE BAy SECTION LOOKING NORTH
also visible from the hallway.   Plants grow and 
cascade over the edge, blurring the line between 
the spaces and exalting the importance of a 
close connection with plant life.  The grid holds 
a platform inundated with local plant life which 
grow upward, up and through the building, 
as does the design on a large scale. Like the 
caterpillars translucent skin, revealing a writhing 
parasite within ready to break its way through the 
skin and enter the world beyond its hosts skin. 
Ample glass allowing cascades of sunlight in and 
a view of the biological growth which is such a 
strong part of the inspiration for TSOF’s program. 
The walls are mostly made up of the original 
concrete and block fill, and the sides of the space 
undulate rectangularly to allow space for table 
and chair storage. Between the spaces regular 
increments of glass block allow the light from the 
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room to spill out into the halls beyond. The stage 
at the far end of the room has about four steps to 
the stage floor. The risers concrete, the treads and 
floor self healing wood. The wings of the stage 
are smooth modular panels. A system of bare 
steel pipes surround the stage area to hold lights 
and sound equipment. There is no attempt to hide 
them. On each column, a rectangular sconce is 
attached to the column with a
Overall the parasite is working its way toward 
the exterior. Its its nature to want to be seen and 
spread throughout the community. The strongest 
example of this is where the parasites grid breaks 
throughout the exterior walls and roof and is evi-
dent from outside. Its a hint that something unique 
is happening on the inside. Something strikingly 
new and different from the clean order of the Art 
Deco facade. 
The elevator shaft breaks through the roof slab, 
showing off its complicated lift mechanism, and 
allowing the glow of the light within to pierce the 
night sky.
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CLASSROOM
The bright  afternoon sun, low in the sky is filtered 
by bifold wood screens over the original industrial 
windows and skylights. As the sun makes its 
way lower in the sky, the menagerie of light and 
shadow dances magnetically across the many 
angular facets of the space.
The walls apparently undulate and flex in this 
trapezoidal shaped room.  The clean warn 
bamboo plywood panels, separated by bright 
crisp aluminum framework contrasts the rough, 
concrete. This perception of movement gives a 
sense of calming, that one is not merely going to 
be held up in a box for the next hour. 
Three bifold doors blur the line between the 
hallway and the classroom. Between the 
classrooms, more bifold doors do the same to 
promote interclassroom dynamics. 
Shelves and counters push in and out of the walls,  
and appear to grow out of them as naturally as 
branch or a hollowed knot of a tree. 
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conclusion
In conclusion, I feel that the continued research 
of parasitic design will ultimately lead to more 
creative, original designs that organically unite 
with their buildings. 
Throughout this process, I have gained the 
knowledge of the importance of understanding 
the site. Good documentation of the site will 
always lead to a more suitable design.
I have also gained the knowledge that in depth 
studying of past designers will help propel the 
design process. There is usually no need to 
reinvent the wheel. 
One of my mentors, Roberto Venturo once said 
that the design process is like a spiral, and he 
drew a coil on the chalk board resembling a 
tornado. He said you go round and around in 
wide circles at first, all the while honing the design 
to a refined, tight coil at the bottom – and then 
you go back up and start again. Most importantly 
I have learned this for myself throughout this 
thesis project. Difinitive, “correct” answers 
should not be the goal, and the more you learn, 
hopefully, the more questions you will have. 
As I state in my manifesto, “Parasitic design 
unconditionally serves the will of the program as  
the program is to serve the will of user and should 
always change, always grow, always adapt to the 
program. It is our responsibility as designers to 
continue to create thoughtful, organic, beautiful 
design, bending ever thoughtfully to the will of the 
program.”


